Notes -November 26th
Illusive allusions •
Appearing, disappearing, or forever frozen?
Transmigration of a pair of squares • Exotic ports of call, drawn and quartered At the begi1L~ing of this year I started several paintings in which I tried to incorporate as the content the process of making art, the materialization from the impulse or conception through the alternative possibilities considered, and the transformations that occur to the ideas and images in that process. It seemed to me that one v.ray to get at this idea visually would be to use a preliminary dravring •,vi th notations of the possibilities for development in juxtaposition with a painted image repeating the same composition in some more advanced stage.
It had also been my intent to incorporate into some of the paintings some sculptural elements or objects, leading to a more dimensional quality or interaction with space, like a 2 wall relief. ( ·I'he wall reliefs were later ruled out of the thesis project because of problems with time, techx1ology and concept. Perhaps these will be solved at a later date.) T+ _v seemed at the time that the idea of a repeated element which could additionally be done three-dimensionally 1·1ould work out very well for the wall reliefs.
However, what in fact happened was that I became very preoccupied with the preliminary dra1·1ings and their notations.
This led to the idea that pages of such or any kind of written communication might be as fruitful a subject as any other, a.YJ.d could provide ma.YJ.y implicati ens to explore. I made many, many dra1·rings exploring the qualities of line and cursive ·wri ting scribbled a..i."1.d erased, leaving traces and images of previous notations, games, images. The idea of change and process seemed to be implied in these drawings as well as in the painting s.
It seemed to me appropriate and irresistable to parallel the notations and process in the work by using some of the no tes I made to myself in my dravring book as the text of t he ·Hri tten thesis. These notations acquire a more cryptj_c quality when removed from their context among the drm1ings and diagrams which illustrated and continued their meanings. Ho;,vever, I feel t h ey may be more relevant a..i."1.d illuminating than my retrospective musings would have been. A way of avoiding limitatio,ns.
A vvay of avoiding finish &"' 1.d overworking?
Following the artist's doodles related to automatic · 1 ·rri ting?
Closer to the initial impulses.
What other related subjects could be treated in the lu~e these any less art objects? They acquire a public existence farther along than much conceptual art, but prior to finished product.
Diptychs: one the drawing book page with annotated drawings, and the other the finished painting made from the compositional sketch? A process very much like · Claes Oldenburg's, but more mannered, especially if replicated in paint. One important difference in the case of the assemblages would be the permanent juxtaposition of the sketch and the finished object.
To return to the diptych idea, if incorporated into one 'art object' then would they sufficiently avoid that reference?
The meaning seems adequately unrelated. J ust one of many dich otomies.
Just maybe it will be possible to work and close t h e gap.
cryptic scripts
Notes: "' «-Tritten" and "erased" Form and content remain the problem. All that remains is the ener~J and desire to work. Works that record the search to find a ·wedding of form and content that will have some visual, emotional significance may be the answer for now. lu:e all answers rapidly obsolete even before they can be given form? 
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Within their context here it is impossible to tell whether speech has usurped vision, or vision has capped speech. The probability remains that they are necessarily mutual reinforcements, components of an integrated function. But it is just as reasonable to suppose that they axe displacements rather than extensions of each other, with all that suggests of resistance and disorientation. That either interpretation is possible is merely one attribute of the muteness of visual art--which can be literal and ta_"l'lgible, but not explicit, in its meaning. The matriarchal consciousness is interested in the shapes enclosed within shapes, is that vrhy?
The "muteness of visual art" --a moot point.
To be emphasized, contradicted, pointed to?
. . .
That's how this relates to my thesis proposal-juxtaposition of contradictory spaces.
In the constructions it will be real vs. illusion space--ok? One of the answers the drawings and paintings offer back to me is how much of the primary meaning of the · work is i!l the form. The actual subject matter of the imagery play a subordinate role, and so provides me with a new freedom in that area. It is what is happening to the images, not what they depict, that carries the underlying mea."1.ing ·which is intended to infuse the vrorks. The way in which the materials have been used to paint over, in or out, ·with arrm·rs, lines, words, erasures is meant to refer to change and process.
I feel in the drawings the direction of cha."'lge is toward dissolution or the gradual erosion of once specific images and ideas. A Yery formal presentation records a transitory moment in time 1;v-hen notations in images or la.."'lguage were made casually 1,vhich have now lost their specific content. They then may remind us more generally of the ways we make, use and discard that kind of information or, even more abstractly, hovr all forms materialize, function for a time, and then change their original form and meaning. For me, the dravrings imply the passage of time, a.."1.d refer to the past.
In the :paintings the :potential direction of the imagery
